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The extensive scholarship devoted to Aldo Rossi (1931–1997) has never 
ceased, neither during his lifetime nor after his untimely death, and in recent 
decades has been further sustained by the Fondazione Aldo Rossi. Within 
this context, Francesca Belloni addresses a previously unexplored question: 
how the theoretical principles Rossi formulated throughout his career, and 
enacted in his projects, have been received and reinterpreted by subsequent 
architects. This is a particularly complex undertaking, not only because of 
its relative chronological proximity, but also because of its geographical 
scope and its repercussions on contemporary architecture. As a perceptive 
scholar of Rossi (Belloni 2017; Belloni 2020), Belloni constructs her book 
by assembling “pieces” and “parts”, weaving connections across different 
historical periods and geographical contexts, and then recomposes these 
fragments into a dense collage in which theory and practice are held in a 
productive equilibrium.
Although entirely centred on architecture, the book unfolds as a detective 
story. From the outset, the ‘crime’ is identified, yet its perpetrators and 
methods are disclosed only gradually, as in a thriller. It thus suggests an 
almost new literary genre for architecture, one that eludes the conventional 
categories of the historical or theoretical essay and finds resonance in 
contemporary publishing, as evidenced by Park Books’ recent launch of 
the Gumshoe series (Fromonot 2025).
The ‘crime’ in question is that committed against Rossi’s theoretical 
and practical legacy – a veritable “betrayal”, in Belloni’s words. This 
betrayal began in the 1970s with figures who knew Rossi personally, 
sometimes even as friends, and continues in more recent years through 
architects who encountered him only indirectly, through his writings and 
buildings. Belloni’s use of the term “betrayal” is a deliberate rhetorical 
move that lends pathos to her architectural crime story. Yet it carries no 
negative connotation; instead, it echoes Walter Benjamin’s understanding 
of “translation” as a necessary transformation of a legacy – an act that 
inevitably entails revision, adaptation, and reinterpretation.
The architectural detective story opens with Architettura per i musei (1968). 
This choice reveals not only Belloni’s deep familiarity with Rossi’s work, but 
also a conscious critical gesture, the book’s first unexpected move. Rather 
than starting from Rossi’s most canonical texts, such as L’architettura della 
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città (1966), or the article and subsequent lecture entitled L’architettura 
analoga (1975), which nonetheless appear among the book’s “pieces”, 
Belloni turns to a less frequently cited yet theoretically pivotal text, 
published in the volume Teoria della progettazione architettonica. From 
this starting point, she reconstructs key Rossian principles: the reciprocal 
relationship between “urban facts” and “theories”; the distinction 
between “theory of composition” and “theory of design”; and the idea 
of a collection of “museum pieces” as a methodological device. This 
reconstruction serves as a necessary preamble to her central hypothesis. 
Rossi’s legacy has been so thoroughly “ruminated” – to use one of Rossi’s 
own terms – that in certain cases it has been transfigured to the point of 
becoming almost unrecognisable. According to Belloni, this constitutes 
the ‘crime’. It is the transformation enacted by several architects, mainly 
Swiss or professionally connected to Switzerland, who appropriated 
Rossi’s legacy, infused it with their own references, and combined it with 
personal experience to produce, continuing the literary metaphor, a kind of 
Frankenstein.
The perpetrators are introduced across the book’s chapters under evocative 
titles. The narrative begins with Rossi’s teaching in Zurich and his 
transmission, through design, of the centrality of history, urban analysis, 
and typological study. It then turns to examine the various ‘crimes’ 
committed against Rossian concepts such as “analogy”, “autonomy”, 
and “typology”. Fabio Reinhart and Miroslav Šik’s Analoge Architektur 
emancipates itself from the architecture of the city in order to foreground 
the atmosphere of place. Kristian Kerez, Quintus Miller, and Paola 
Maranta reinterpret Rossian attention to the locus through a “contextual 
gaze”, developed by Kerez through abstraction and by Miller & Maranta 
through a renewed realism. Valerio Olgiati shifts from collective memory 
to a personal exaltation of “non-referential architecture”, detached from 
history and tradition. Pier Vittorio Aureli reformulates autonomy as a 
“rejection of authorial creativity” and as non-figurative architecture. 
OFFICE Kersten Geers David Van Severen and Christ & Gantenbein – 
along with Christopher C. M. Lee and Andreas Lechner – transform Rossian 
typology into an architecture “without content” (for OFFICE) and into a 
renewed conception of “design” (for Christ & Gantenbein). Adam Caruso 
and Eduardo Souto de Moura reinterpret Rossi’s referential practice within 
their own projects. The “collage” architects extend Rossi’s collages into 
mannerist exercises, while Herzog & de Meuron rework his typological-

Fig. 1
L’eredità di Aldo Rossi tra teoria e 
pratica, pp. 84-85.
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Nel breve testo La arquitectura analoga Rossi ripercorre a ritroso – come di fatto Roussel 

aveva fatto credere di aver fatto – quel “qualcosa tra l’inventario e la memoria” che precede 

e produce le forme del progetto, cercando di evidenziare quali variazioni siano intercorse 

nei processi compositivi tra i suoi primi progetti – caratterizzati da un evidente “ordine 

geometrico” – e quelli del periodo a cui risale il testo, che mostrano “una sempre maggio-

re rarefazione delle parti a favore di modalità compositive complesse”2. Il riferimento a 

Benjamin e al suo “Io però sono deformato dai nessi con tutto ciò che qui mi circonda”3 e 

la “questione della memoria”, che trasforma l’architettura in “esperienza autobiografica”, 

sono impiegati per elaborare e tematizzare un apparato del pensiero capace di chiarire la 

“concezione di un’architettura analoga”. Non a caso, la medesima citazione di Benjamin era 

stata impiegata in apertura (e in chiusura) del film Ornamento e delitto, presentato nel 1973 

alla XV Triennale da Aldo Rossi, Gianni Braghieri e Franco Raggi; per come è stato conce-

pito e realizzato, è in sé esemplare nel mostrare – per così dire ‘in opera’ – il procedimen-

to additivo di “composizioni o componenti” tipico del pensiero rossiano. Tutto secondo 

processi “radicalmente analogici”4, all’interno di quella che Enzo Melandri teorizza come 

un’azione compresa tra le “condizioni della ripetizione” e il “problema dell’irripetibile”.

Una certa delimitazione della tematica essenziale dell’analogia risulta in effetti possibile, se si 

rinuncia a insostenibili pretese di completezza, si restringe l’ambito alle questioni suscettibili di 

trattamento oggettivo (cioè, di preferenza, gnoseologiche) e si usa quale criterio discriminante 
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Analoge Architektur: die Praxis1
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morphological analysis into a practice infused with artistic references 
and Swiss minimalism, establishing not yet another theory but a new 
architectural praxis. All are traitors, according to Belloni’s Benjaminian 
reading-herself included. And yet it is hard to escape the impression that 
these very traitors are also the most refined interpreters of Rossian thought. 
It is a critical thought that traced a trajectory without ever circumscribing 
its possible outcomes, “because, if we know what we wanted to say, we do 
not know whether we only said that”, as Rossi liked to quote from André 
Gide. This idea resonates with one of the conceptual premises underlying 
Rossi’s formation: the openness of the work (Eco 1962). It is as though 
each of Rossi’s writings, drawings, projects, or buildings concealed a 
“figure in the carpet” (James 1896), which successive theorists, historians, 
critics, and architects have unearthed and “ruminated” in different ways. 
Was this not precisely what Rossi hoped for when, in the introduction to 
L’architettura della città, he wrote that his “draft of a theory” “must be 
carried forward” (Rossi 1966: 17)? Seen from this perspective, Belloni’s 
architectural detective story reveals not only the “betrayals” but, above all, 
the multiple “figures in the carpet”. These betrayals appear not as negations 
of Rossi’s thought, but as its most intimate condition of vitality: the very 
means through which his ideas continue to operate over time and ensure 
their transmission.
The book guides the reader with firmness and clarity. It explains the criteria 
behind the selection of architects, engages rigorously with hermeneutical 
questions, and does not shy away from taking a position. Ultimately, this 
detective story is not devoted solely to Rossi’s legacy, but to contemporary 
architecture itself and to its dramatic search, amid the multiple crises it 
currently faces, for a renewed articulation between theory and practice. 
It is therefore a significant contribution to contemporary debate: a book 
about architecture, but above all, for architecture (Borasi 2015).

1 4 9

Sarebbe probabilmente necessaria una trattazione articolata per percorrere le numerose 

diramazioni che, a partire dall’accezione rossiana di tipo come costrutto teorico e, di con-

seguenza, progettuale, si sono susseguite negli anni, fino ad assumere, dopo diretti o indi-

retti processi di transfert, ciascuna una specifica autonomia, spesso distante, se non del 

tutto indipendente, dalle posizioni di Rossi stesso. Ciò soprattutto se ci si riferisce ad alcune 

ricerche sviluppate in anni recenti. Nei casi che qui si vogliono documentare, senza alcuna 

pretesa di completezza, ma solamente per identificare l’ennesimo campo di trasfigurazione 

delle posizioni rossiane, il punto di vista prevalente è quello di lavori in cui teoria e pratica si 

accompagnano vicendevolmente e rispetto ai quali parlare di tipo significa trovare nella for-

mulazione di alcuni concetti di riferimento la via attraverso cui la teoria si fa materia e forma 

del progetto. Tali ricerche, seppur molto differenti le une dalle altre, sono accomunate dalla 

convinzione che l’atto del progetto possa essere ricondotto a un quadro generale, in qualche 

modo indipendente o, almeno, non strettamente dipendente dalla cosiddetta “accezione 

personale dell’esperienza”, in vista di una forma collettiva di autorialità.

Premessa necessaria di questo breve excursus è la presunta genealogia che, pur sem-

plificando, unisce o, quantomeno, collega Quatremère de Quincy, Giulio Carlo Argan e, a 

seguire, Aldo Rossi1, presunta soprattutto per via del fatto che non si tratta di un’effetti-

va genealogia, quanto piuttosto di una linea di lettura che storici e critici hanno spesso 

tracciato per collocare la vicenda degli studi tipologici in Italia nel secondo dopoguerra. 

Dopo le esperienze di Samonà, Muratori o Caniggia e la trattazione di Argan2, è infatti 
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Al di là del tipo, alla ricerca  
di un ordine che escluda la legge

Hong Kong Typologies, in Emanuel 
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Fig. 2
L’eredità di Aldo Rossi tra teoria e pra-
tica, pp. 148-149.
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